













































く2003年間祭美学会議年報に採択が決定している英語の論文rTheWays of Arts or Ethics in AestheticsJ 
が最初に刊行される岡倉天心論となる。














平成 12年度 1，000 
平成 13年度 900 
平成 14年度 800 
総 計 2， 700 
ー 一
研究発表
( 1 ) 学会誌等





















































































































































































































プスヴィック PeterOpsvik: MovemelltJ 二000年一月十四日目二月二十五日)、 f都市に生きる
Living in the City， An e油ibitiOllof designs for future living J 間二月一日司三月十二日)、 「パウハウス・
デッサウ BauhausDessauJ 同二月十日ー六月四日)、 「ドクター・マーティンズ・エアウェア Dr
Martens Airwair J 間三月三十日叩五月七日)、 [香港の建築HongKong Architecture: Aesthetic of 
C01l1ectiOll J 同六月ー七月、詳細日程未定)、 [パックミンスター・フラ-Buckminst巴rFulier: Y our 
Private Sky J 同六月十五日ー十月十五日)、 [ブルネル氏の五つのデザイン FiveDesiglls of Mr Brune1j 

















































































































地に移転し、 1862年までには、同館Museumof Ornamental Art以外に、ArtLibrary、
British Paintings、Sculptul'eand Engravings、ArchitecturalExamples、Appliancesfor 
Scholastic Educa位on、Reproductionsby means of Photography阻 dCastingなど、写真など
を含めた広義の美術以外に、し、わば博物館に収められるべき収集品も同地に集められるようにな
っていた。明治時代に「サウス・ケンシントンjとして日本にも紹介されていたSouthKensington 
Museumはこのようにして形成され、 1899年にVictol'iaand Albert Museumと改称されて
今日に至る。
以下に、 1899年までにMuseumofManufacture， AI't Museum、Museumof Ol'namental 
Art、およびSouthKensington Museumの美術、 工芸関係部門で開催された展覧会をリス トア
ップする。サウス ・ケンジン トン博物館における最後の展覧会は 18 9 8年の"Theloan 
collection oflithographs"展で、あり、次の展覧会は 19 0 1年の"Theloan exhibition of modern 
illustration"展である。 したがって、以下はヴィクトリア ・アルパート・ 美術館以前の、
Marlborough House時代から SouthKensington Museumまでの、いわゆる(広義の)サウス・
ケンジントン博物館における美術、工芸関係あるいは造形芸術関係の展覧会全体の概要である。
1 852年
Examples of false principles in decoration (Know as the “Chambers of Horrors.つ
September 1852-July 1853 
Marlborough House (以下、特記なければ 1857年までのMarlboroughHouseでの開催)





























A collection of wo1'ks of deco1'ative a1't 
1855司1860(最初の巡回展「移動ミュージアムJ)
185 7年
抵ancheste1'Art T1'easu1'es Exhibition 
開催時期詳細不明
1 8 5 8年
Photog1'aphs and dague1'1'eotypes 
Late Feb1'ua1'Y-
Wo1'ks of a1't-manufacture designed 01' executed by students of the Schools of Art 
June-
1 859年
D1'awings by Raphael and Michelangelo， f1'om Oxfo1'd Unive1'sity 
Summe1' 
1 860年





















London International Exhibition 
1 May-15 Novembe1' 




The wedding presents accepted by the Prince and Princess of Wales 
15 April-4 May 
1 864年
British stained glass， mosaics， etc. 
May 1864-
186 5年
The special exhibition of portrait miniatures on loan 
5 June-31 October 
186 6年
The白.rstspecial exhibition of national portraits 
16 April-18 August 
The special exhibition of oil paintings， water-colour drawings， al'chitectural and other 
studies by the late G付金eySykes 
14 June-M但・ch?1867 
186 7年
The second special exhibition of national POl'tl'aits 
2/3 May-31 August 
Food 
31 March?ー
Exposition univel'selle， Paris 
Examples of the periodicalliterature of Great Britain 
31 March?・
Exposition universelle， Paris 
1 868年
The third exhibition of national portraits 
13 April-22 Au♂1St 
20 


































Gold and silver-gilt plate from the Royal collections 
開催時期詳細不明
186 9年
Competition designs for the new Law Courts 
開催時期詳細不明
1 870年
The loan e油ibi位。noffans 
1 May-
187 1年




29 April-19 October 
Selections from the objects of science and art collection by 1五sRoyal Highness， together with 
water-colour sketches and drawings in illustration of the cruise...by Messers. O.w. Brierly 
and N. Chevalier 
[ca. Janu目 y-April]
21 
The special exhibition of ancient musical instruments 
June 
The loan exhibitions of ancient and modern jewellery and personal ornament 
June-July 1872 
1 873年
London lnternational Exhibition 
9 April-31 October 
The specialloan exhibition of decorative art needlework made before 1800 
May司August?
1 8 74年
London lnternational Exhibition 
4 April-31 October 
The specialloan exhibition of enamels on metal 
June-September 
A collection of gold and other objects from Ashanti 
開催時期詳細不明
Engraved national portraits 
開催時期詳細不明
The specialloan collection of scientific apparatus 
13 May-31 December 
Pictures企omDulwich College Picture Gallery 
7 August-February? 1877 
1 877年




A specialloan collection of furniture 
May-May 1879 
The Science and Art Department 
Exposition universelle， Paris 
開催時期詳細不明
1 8 7 9年
The ironwork collection from the South Kensington Museum 
[Cutlery loans?] 
Cutlers' Company exhibition 
1・17May
188 1年
The specialloan exhibition of Spanish and Portuguese ornamental art 
June-September 







Great lnternational Fisheries Exhibition 
17 May?ー
1 884年




lnternational lnventions Exhibition 
4 May-
1 886年
Colonial and lndian Exhibition 
4 May-
1 888年




Armourers' Company exhibition 
189 1年





























Retrospective exhibition of gold and silver medalists in the N ational Competitions for 
students of Government art schools 
24 
A specialloan collection of Englishおl'nitul'eand韮gul'・edsilks 
11/12/13 June-Autumn? 
Pictul'es 企omthe Chantl'ey Bequest， Royal Academy 
幽1897
1 8 9 8年
The loan collection oflithographs 
21 N ovember-






























の敷地内に同ミユージアムを建設させたヴィ卜ラ社は、庖舗内装品の製造会社として 19 3 4年に創業さ




らによる作品であった。フェールパウムは 19 8 7年に、自分自身に勝るとも劣らない椅子代乃情熱をもっ


























日間 [浮遊する形態Jrアヴァンギャルドの実践家、エーリと・ディークマン 1921-1925J r口ン・アラッ
ド:スティックス&ストーンズ 1980-1990J rプラスチック家具Jrデニス・サンタキアラJr鋼管家具j





ージアム・コレクションの名作家具 100点Jr時の部屋 19 5 0年代、 60年代、 70年代、 80年
内カデザインJrカスティリオーニJrルシアン・エルウ':.c.:建築写真Jrチャールズ・イームズとレイ・
イームズの世界Jrキッズ・サイズ:こどもたちの物の世界Jrブランク・口イド・ライトとリピング・







の国の複数の都市を巡回する、国際展である。例えば、 1 9 9 5年から翌年にかけてヴァイル・アム・ラ
インで開擢された「ヴィトラ・デザイン・ミユージアム・コレクションの名作家具 10 0点j農は.その




























ヴィトラの新しい建築プログラムは、1 953年以来の工場の大半を火災で失った1.9 8 1年に始まっ
た。同年、イギリスの建築家、ニコラス・グリムショーによる新工場が竣工し、翌年には別棟が建設され
た。最近では 19 8 7年にもうひとつの新棟が完成し、工場群はグリムショーの設計によって統一されて
いるo

















































スの学校からも申し込みがあり、グループで受講しにくる。その 19 9 4年のテーマは[アフリカの窪j
であった。以来、 1 9 9 5年には fカードボード家具j、1 9 9 6年には r1/5サイズ家具のクラシッ














































各地に工芸博物館が創設される。シュト ゥッ トガル 卜、 ダノレムシュタッ ト、 カールスルーエなど











Wurttembergisches Musterlager， -1886 
Wurttembergisches Landes-Gewerbemuseum， -1955 
Landesgewerbeamt Baden -Wurttemberg， -1962 
LGA-Zentrum Form 
DARl¥在STADT，1865-
Grossherzoglich Hessischer Gewerbeverein， 1835 
Grossherzogliche Zentralstel1e臼rdie Gewerbe/Gewerbemuseum， 1865・
KARLSRUHE， 1865-(1890・)
Grossherzoglich Badische L出ldesgewerbehalle，-1905 
Grossherzoglich Badisches Landesgewerbeamt 
(Grossherzoglich Badisches Kunstgewerbemuseum， 1890・)
34 
BERLIN， 1867・
Deutsches Museum fur Kunst und Gewerbe， -1867 
Deutsches Gewerbe合!Iuseumzu Berlin， -1879 
Kunst-Gewerbe-Museum zu Berlin， -1921 
Schl<s museum，幽1962
Kunstgewerbe-Museum zu Berlin 
HAMBURG， 1869174・
Hamburgisches Museum fur Kunst und Gewerbe 




Technische Anstalt自rGewerbetreibende， -1884 
Gewerbemuseum zu Bremen 
LUBECK， 1873-
Gewerbliche Mustersammlung der “Gesellscha主 ZUI'Beforderung gemeinnutziger Tatigkeit" 
LEIPZIG， 1874・
Kunstgewerbe会在useumzu Leipzig， -1952 
Museum des Kunsthandwerks Leibzig -Grassimuseum 
NuRNBERG， 1874・
Bayerisches Gewerbemuseum， -1897 
Bayerische Landes幽Gewerbeanstalt，1969 
Gewerbemuseum und Landesgewerbeanstalt Bayern 
KONIGSBERG， 1875-
Gewerbliche Mustersammlung， -1880 
Kunstgewerbliches Museum， ・1882 








Stadtisches Gewerbe-Museum in Flensburg，ー c.1893
Kunst-Gewerbe-Museum in Flensburg， -1938/40-
Grenzland-Museum， -1945 
Stadtisches Museum Flensburg 
SCHW見BISCHGMUND， 1876-
Spezial-Gewerbe-Museum Gmund 
Kunstgewerbemuseum fur Edelmetall und Glas 
CHEMNITZ， 1877-































Thaulow-Museum， -vor 1939 
Schleswig-Holsteinisches Landesmuseum 
KAISERSLAUTERN，1880-







St'adtisches Museum mr Kunst und Kunstgewerbe， -1906 
Kaiser Friedrich Museum， -1961 
Kulturhistorisches Museum Magdeburg 
DORTMUND， 1883僧




Kunstgewerbe-Museum in Dusseldorf 
KREFELD， 1884・
Krefelder Museum， -1897 
Kaiser-VVilheln1“Museum 
HALLE，1885・
Stadtisches Museum fur Kunst und Gewerbe 
H必.JNOVER，1886岨
Mustersammlung des kunstgewerbevereins 
Kunstgewerbemuseum 
OLDENBURG， 1887-
Landes-Gewerbemuseum zu Ordenburg， -1910 
Kunstgewerbemuseum zu Ordenburg 
KOLN，1888・
Kunstgewerbe幽Museumder Stadt Koln 
STRASSBURG， 1888・
Stadtisches Kunstgewerbe-Museum zu Strassbur・g，・um1905 
五ohenlohe-Kunstgewerbe-Museum，ー1918
Musee des Arts Decoratifs 
37 
DETMOLD， 1892-









常に重視していた。また、図案を重視していたともいえる。「美術展覧会批評JW 日本~ (明治 22年4月)
で言明しているように、技量は進歩したが、図案は退歩した、との思いが岡倉にはあった。






















「殊ニ美術工謹上ノ配色・. . Jの「美術工醤j は f美術および工塾j の意味であろうと推測される。






































































































. so.called Deco1'ative Arts， which 1 have to spea主about:it is only in latter times， ancl uncle1' most 
intricate ∞nclitions of life， that they have fallen apa1't from one another; ancl 1 holcl that， w hen they are 
so pa1'ted， it is il fo1' the Arts altogether: the lesse1' ones become t1'ivial， mechanical. unintelligent. 
incapable of 1'esisting the changes p1'essed upon them by fashion 01' clishonesty; whjle the g1'eate1'， 
howeve1' they may be p1'acticecl fo1' awhile by men of g1'eat mincls ancl wonclerworking hancls， u吐lelpecl
by the lesse1'， unhelpecl by each othe1'， a1'e sure to lose thei1' dignity ofpopula1' arts， ancl become notlung 
but clu日以ljunctsto unmeaning pomp， 01' ingenious toys fo1' a few 1'ich ancl icle men. (The Lesse1' Arts. 


































同第8号(明治 30年 9月 1日)にも漢字平仮名交じり文「美術教育の施設に就きてj として掲載されて
いる。
英臨ニ於テハ美術院ローヤノレ・アカデミーニ附属セノレ美術学校アルノ外サウス・ケンシングトン美術師範


















術 (HighArt) ト工業美術 (IndustrialArt) (ーニ装飾美術(DecorativeArt)又ハ応用美術 (ApplieclAれ)
ト云フ)ノ関ニ人為的ノ毘別ヲ付ケサルナリ 蓋シ実際上二於テハ美術ニ純正ト応用ノ区割ヲ付スヘカラ
サルモノシテ近来飲洲先進者ノ如キハ益々此事実ヲ認、ムルニ至レジ(仏国々立専門学校授業要旨ヲモ参照





















































































































If we say that Mr. Okakura is in some sense the William Morris of his country， we may 
also be permitted to explain that the Nippon Bijitsuin is a sort of Japanese Merton Abbey. 
54 
Here various decorative紅 ts，such as lacquer and metal work， bronze casting， and porcelain， 






Thus art， in spite of its new conditions of patronage and the dread五1grind of mechanical 
industry， isstriving to attain to a higher life， which shall express the contemporary vitality 

















(W 日本美術~ 1号、明治31年 10丹)
4 アーツ・アンド・クラフツ運動との比較




に刊行されたArtsand Crafβ[;s Essays lι)yM 
を知つていただだ、ろうかc
「建築装飾より以って彫金鍛金鋳金漆工窯工刺繍写真彰版等、諸般の美術工塾に関する図案、
及び其実技jとし、う箇所をの内容と比較し、 Artsand Crafts Essaysとの対応関係を検討すると
次のようになる。









Arts and Crafts Essaysとの対応関係は以上のようになる。無論「漆工jは独自のものであり、



























1898 (明治 31)年 12月には、図案雑誌『美術工肇ひ¥なかた』の第一号を日本美術院が刊


































































のメンバーのひとり、 W ・A-S-ベンソン (WilliamAr廿lUrSmith Benson， 1854・1924)
I柳宗悦「工塾と美術J、『工蓄基』第三十六号、一九三三年十二月二十八日発行(マイクロフ
イノレム資料)















た、工芸論を展開したそれまでの講演、「小芸術 TheLesser Arts Jや「民衆の芸術 The
Art of the People Jのなかでも、<クラフト>としづ雷葉の使用は極めて限られてい
る。むしろ、現代日本語の<工芸>を含む装飾芸術を意味するそりスの言葉は、まさに
その講演の一つでタイトノレとしても用いられた<レッサー・アーツ>であった。『芸術
の希望と不安』出版の年に行なわれた新たな講演「生活のIJ、芸術 Someof the Minor 








4 T. J. Cobden輔Sanderson，The Arts and Crafts JVIOVlθmθnt} Hammersmith， 1905 pp.1-39. 
コブデン=サンダーソンは冒頭で次のように述べている。 "TheMovement， passing unde1' 
the name of 'A1'ts and Crafts，' admits of many de五nitions.It may be associated with the 
movement of ideas， characteristic of the close of the last century， and be defined to be an 
effol'・tto bring it under the in丑uenceof art as the supreme mode in which human 
activity of al kinds expresses i臼elfat its highest and best... . 
No definition， howeve1'， Is o1'thodox 01' to be propounded with autho1'ity: each has its 
apostles: and besides the definitions attempted above， the1'e are sti丑othe1's..
o William Mo1'1'is， Hopθs and Fears forArムLondon，1882. 
61 






















及した部分だけである。 NAAAないし NAAAIというのは"TheNational Association fo1' 






6W辻liamMorris，“The Revival of Handicraft，" The Coll.θct，θd Works 01 William Morris， 
Vol.22， p.333. 
7 William Mor1'is，“Art and its Producers，“ The Coll.θcted ~予'orks01防'lliamMorris， 
Vol.22， p.354. r芸術とその制作者たちJは一八八八年にリヴァプールで、芸術の発展と産業
への応用を図る由民協会 (TheN ational Association for the Advancement of .A1.t and its 
Application to Industry)のために行なわれた講演である。
8 William Morris，“The Arts and Crafts ofTo-day，" The Collected Works 01 William 





























































「アーツやクラフツ (artsand crafts) という件を読むと、コブヂンェサンダーソン
宛の手紙ではなし1かという想像が働くが、マッケイノレ (J.W. Mackail， 1859-1945)の記録
から、この手紙はベンソン宛書簡だと推定されている。その箇所は、上記田状冒頭の「芸







9 Ray Watkinson， Jif包liamMorris as D朗読1er， London， 1967， p.73. 
10 Ibid. 
11 Norman Kelvin (ed.) ， ThθCollθcted Letters 01 William Morris， Vol.II 1885・1888，
Princeton， 1987， p.730. 
64 
ちの顧客は私たちのショップに来てその撞の品々を見ることができる」という件の原文
は、 "thegeneral public don't care one damn about the arts and crafts; and our customers 





























12 Arts and Crafts Essays by班embersof the Arts and Crafts Exhibition Society; 
London， 1893. 
13 William Morris (prefaced b抗Artsand Crafts Essays by Members of the Arts and 





































16 Ibid.， p.2. 




















































































のは Cobden幽SandersonやWilliamMorrisであって、千八百八ト八年、彼等が 'Artsand 






























美術Jでは rCobden画Sandersonや WilliamMorrisJ と記していたところを、ラジオ放送

















































13 William Morris (pxefaced by)， Arts and Crafts Essays by Members oftheArts and 





































17 蕎岳文章は 1923年頃、外村吉之介は 1928年填から柳宗悦を訪れるようになり、とも
にその思想的かっ行動上の影響下にあった。



































































































(Charles Harrison Townsend， 1851・1928)が組織したパリ訪問も重要だ、ったと思われる0
25 タウンゼ、ンドらはノレーヴノレで、開催されたアーツ・アンド・クラフツ展出品作の確認に出
向く一方で、パリの装飾美術中央連盟を訪れ、連盟の会員有志と英仏の両組織が抱える共
通の問題についての意見交換を行なっている。装飾美術中央連盟 (Union Centrale des Arts 
Decoratifs)は一八八一年にパリの装飾美術館と産業応用美術中央連盟 (UnionCentrale 




































































ノレギン・マー プノレズjや f修復という名の破壊j を批判し続け、ギリシア独立戦争に加わ







































































(14)William Morris (prefaced by)， Arts and Crafts Essays by担embersof the Alts and 
























(26)H. J. L. J. Masse， The Art-WorkersJ GuiJd 1884-1934， Shakespeare Press， Oxford， 
1935， p.68. 








Metamo1'phoses ofthe“A1'ts and C1'afts" and Har・uhilωFujita
Yanagi Muneyoshi (1889・1961)， 1おeade白rof the Fol注k-C1'af仕記阻ovemer凶1詑tof Japan， felt 
sympathy fo1' W辻liamMorris (1834-1896) as the cent1'al五gu1'eof the A1'ts and C1'afts 
movement ofEngland. Yanagi's sympathy was not fo1' Morris' aesthetics of c1'afts but fo1' 
his life and activities. Yanagi felt that Mo1'1'is' wo1'k and idea of c1'af元wastoo much 
a1't咽o1'ientedand suggested that it was Morris who divided the a1'ts into五nea1'ts and 
c1'afts， mainly based on hお misunde1'standingthat the .AJ.'ts and C1'afts Exhibition 
Society was fo1'med and named by Mo1'1'お.Yanagi asse1'ted that the1'e was no precedent 
of the combination thus sepa1'ation of these two wo1'ds 01' ideas “a1'ts and c1'afts" befo1'e 
1888 when it was established. But， its p1'ime move1's we1'e some ofMo1'1'is' followe1's such 
as Walte1' C1'ane 01' W. A. S. Benson. The te1'm “位etsand c1'aftsηwas coined by T. J. 
Cobden-Sande1'son.“.AJ.'ts" of the“a1'ts and craf記s"meant “design" rathe1' than "fine a1't，" 
while “cl'afts" meant “handicraft，" judging企omthe fi1'st exhibition catalogue and some 
othe1' 1'elated materials. Realizing new movements in rapidly indust1'ializing Europe in 
the mid司1910's，a g1'oup of younge1' membe1's of the society moved to fo1'm the Design 
and lndustries Association. The Arts and Crafts Exhibition Society kept its name until 
1959 when it was 1'enamed the Society ofDesigne1'-C1'aftsmen. 
If it we1'e Mo1'1'is w ho divided the arts into fine但:tsand c1'afts in England， itwas 
Yanagi w ho sepa1'ated them into bijutsu (五nea1'ts) and kogei (c1'afts) in Japan. The fact 
is that Mo1'1'is was wo1'1'ied about the a1'ts fallen apa1't企omone anothe1'. Yanagi was also 
concerned about it. This seems to be a kind of勺edipuse品ct，"a te1'm int1'oduced by 
Karl Popper to desc1'ibe the in丑uenceof a theo1'Y 01' expectation 01' p1'ediction upon the 
event which it predicts 01' describes. Lost in Europe， unity ofthe a1'ts was also going to 
be lost in indust1'ializing Japan. It was the time of Japan's occupation of the Ko1'ean 
Peninsula.ん雪Mo1'1'ishad sta1'ted his lectu1'es on the deco1'ative a1'ts feom his activities 
in the Easte1'n Question Association mainly dealing with the Balkan Peninsula issues 
and the Society fo1' the P1'otection of Ancient Buildings， Yanagi started writing 
simultaneously on c1'afts and the p1'otection of hおto1'icKo1'ean buildings th1'eatened by 
Japan's demolition scheme. Though differ引 ltin their aesthetics， Morris and Yanagi 






























fThe Ways of Arts or Ethics in AestheticsJ 
The Ways of Arts or Ethics in Aesthetics 
Fujita Haruhiko, Osaka University, Japan 
Introduction 
What is the role of art in the present world or today's society? In this kind of question, I 
was perhaps expected to write about contemporary Japanese or Asian art, as the only 
member of our "ethics in aesthetics" roundtable from East Asia. But, I would rather like 
to write about traditional arts and aesthetics of Japan from an Asian viewpoint and then, 
situate my discussion in a world perspective and its meanings for today. This is because I 
believe that mutual understanding of each culture, old as well as new, is indispensable for 
our discussion on the problems of "ethics in aesthetics." Major differences in arts and 
aesthetics between the East and the West exist in the traditional rather than the modem 
realm. Above all, traditional arts and aesthetics are still living in Japan, as are the cases 
for most parts of Asia. 
Aestheticism and Globalism 
As was the case of "ethics," the term of "aesthetics" was only introduced into Japan after 
the Meiji Restoration of 1868. On the other hand, late nineteenth century European 
aesthetes, especially some Japanist aesthetes found anything from Japan aesthetic. 
Although this is of course an exaggeration, it is interesting to know that they found many 
aesthetic images in a culture where even the concept of "aesthetics" did not exist. This 
was an interesting aspect of the so-called Aesthetic Movement of the late nineteenth 
century. But, we also notice another interesting fact that European aesthetes gradually 
lost interest in Japanese art and culture as Japan learnt European aesthetics more and 
more. 
This is a paradox, but an explainable one. Traditional Japanese painting, for example, 
contained special qualities that European painters were then searching for. Another 
reason why they appreciated Japanese painting was perhaps that it was free from their 
moral system. I am thinking not about any particular erotic painting but about old 
Japanese painting in general. European people often could not properly tell what was 
painted there. They appreciated only its "art for art's sake" quality so to speak, because 
they in many cases could not immediately detect any "life" or "moral" there even if it 
was a real "art for life's sake" or "art for moral's sake" painting. 
This was a reason why Japanese art or Japanism became a major constituent factor of the 
nineteenth-century Aesthetic Movement. The aestheticism of the late nineteenth century 
was in a sense a product of early globalism. There was no aesthetics in Japan before the 
age of the Aesthetic Movement. Japanese culture had nevertheless witnessed the 
proliferation of various arts and theories of art for more than one thousand years. There 
actually were numbers of traditional ideas that we may be able to relate to modem 
aesthetic thought. 
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Aesthetic Thought related to Nature and the Cycle of the Seasons 
One of the features of traditional aesthetic ideas in Japan was a preference of symbolic 
representation over realistic delineation, another feature being the idea that true art 
includes as an essential factor a selective presentation of the beautiful and excludes the 
superfluous and the vulgar. Accordingly, artists tended to select nature for their subjects, 
avoiding the realistic depiction of secular affairs. This is a kind of courtly tradition since 
the Heian period (794-1192). 
To the Japanese nobility, nature was mostly a familiar and friendly blessing rather than a 
cruel enemy. This idea of nature is understandable in view of the Japanese islands' 
temperate climate and plentiful rainfall. In Japan, except for today's megalopolis areas, 
nature is abundant but not overwhelming. The everyday life of agricultural people in old 
Japan closely followed the natural rhythm of the islands year after year. Unlike the 
nobility, they more directly experienced occasionally severe nature, but they were much 
more as one with nature. This sense of unity with nature formed the basis of the Japanese 
ethos, philosophy, religion, and various customs. 
Human beings were considered to be not opposed to nature, but a part of it. This idea is 
expressed in various cultural forms in Japan such as painting, literature, or the tea 
ceremony, which is going to be discussed as the "way of tea" in the latter part of this 
paper. In nature, subject and object become one, living together in an eternal annual cycle 
of life. The cycle of the seasons is also a key factor to understand Japanese sense of 
beauty. One noteworthy feature of the Japanese climate is that the year can be divided 
into four distinct seasons, which became a very important theme of poetry and painting. 
Changing seasons were almost the ends rather than the means of expression for Japanese 
poets and painters. This may explain the frequent use of various seasonal flowers in 
Japanese poetry and painting. Japanese landscape painting was born from "shiki-e," a set 
of painting that depicted four seasons, and "tsukinami-e" that depicted twelve months. 
Traditional Aesthetic Concepts of Japan 
The Heian court taste for elegance or grace had exerted a lasting influence on the later 
and wider cultural tradition of Japan. It established elegance as one of the main criteria 
for beauty. Such important aesthetic concepts as "furyu" or "yugen" are all related to the 
idea of elegance. 
One of these aesthetic concepts, "furyu" refers to the fine taste of a cultivated person as 
well as to the works of art and other things or events associated with such persons. It 
came from a Chinese term that literally meant "good behavior and manner." In Japan 
around the eighth century, it was employed in a more specific and aesthetic meaning. It 
referred to the refined manner of an urbane person and afterward to everything 
considered tasteful, elegant, or artistic. This kind of adaptation or aesthetic reduction 
from the Chinese original was another feature of Japanese culture. European aesthetes 
were going to do something similar in Euro-Japan interaction a thousand years later. 
In the twelfth century, the term "furyu" started to follow two different paths. It was 
applied to more showy beauty in popular arts. While used for gaudy and pompous man-
made art, it was also used to describe the more natural beauty or the beauty of man-nature 
collaboration found in landscape gardens, rustic architecture, or flower arrangement. This 
latter "furyu" taste paved the way for the tea ceremony or the "way of tea" in the 
Muromachi period (1333-1568), and for the idea of "wabi" and "sabi." Before going into 
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the "way of tea" or "wabi" and "sabi," however, we should take a glance at another 
important aesthetic ideal, "yugen." 
Between the twelfth and fifteenth century, mainly by poets and dramatists, another 
aesthetic ideal was established. It was "yugen" which derived from a Chinese term to 
describe what is lying too deep in space to be observed or grasped. It also appeared in a 
Buddhist context. In this case, it refers to ultimate truth that could not be understood 
through intellect. In Japan, the term gradually came to signifY an atmosphere of 
ambiguity, calmness, darkness, depth, elegance, sadness, secrecy, or transience. 
Associated with another aesthetic ideal "yojo," "yugen" developed into a major principle 
of "waka" or "tanka," the thirty-one-syllable Japanese poem in 5-7-5-7-7 syllabic 
compositions (Fujiwara no Toshinari, 1114-1204, Fujiwara no Sadaie, 1162-1241) and 
"noh" playwriting (Zeami, c. 1363-c. 1443). "Y oj 0" literally means "excessive feeling," 
but has been understood as "suggestiveness." It is a common ideal of Japanese aesthetics 
that art should evoke associations, not be overtly expressed in word or form. 
"Furyu" and "yugen" were among major medieval aesthetic ideas of Japan. They exerted 
considerable impact on the later development, together with a Buddhist idea of transience 
or impermanence, "mujo." The development of ideas such as "wabi" or "sabi" was very 
much indebted to the spirit that had fostered "furyu" and "yugen" as well as to "mujo." 
Though a Buddhist precept, "mujo" or impermanence could also be regarded as a 
variation of elegance, an aesthetic idea, for something elegant or fine was considered 
fragile and transient. Buddhism, with its emphasis on human life's uncertainty, merged 
with this ideal, provided philosophical depth. Such aesthetic principles as "yugen" 
"wabi" or "sabi" also, all in all, implied that all realms of being are transient. 
During the Heian period, Chinese culture was adapted and Japanized into truly Japanese 
modes. Because it was seen as a degenerate era in which Buddhism declined, the 
dominant aesthetics of that age was one of pathos and transience. When the internal 
disturbances ended and peace returned to the land, it was the aesthetics of the newly-risen 
merchant class that widely prevailed. Born from the tea ceremony, "wabi" is an aesthetic 
of finding richness and stillness in simplicity. 
It came from the verb "wabu" and/or the adjective "wabishi" which meant "lonely" or 
even "miserable." In the Kamakura and Muromachi periods, however, it was developed 
into a more positive idea by making loneliness and poorness synonymous with liberation 
from materialistic and emotional anxieties. This ascetic attitude turned the lack of 
apparent beauty into a novel and higher beauty. Some tea masters lead by Murata Juko 
(1423-1502) and Sen no Rikyu (1522-1591) elaborated the "wabi" idea, seeking richness 
in poverty and beauty in simplicity. 
"Sabi" was a term for a kind of beauty explaining the aesthetics of "haiku," the Japanese 
minimalist poem of only seventeen syllables, in a 5-7-5 syllabic composition. Though 
mostly associated with the poetic ideal of Matsuo Basho (1644-1694) and his followers, 
the term and the idea existed long before them. As was "wabi" derived from "wabishi" 
(lonely), "sabi" came from another similar word meaning "loneliness" "oldness" 
"calmness" or even "resignation." In its background, there was a Buddhist worldview 
recognizing the existential solitude of all human beings, trying to resign oneself to that 
solitude, and discover aesthetics in that solitude. Both "wabi" and "sabi" are closely 
linked to Zen, striving for enlightenment through nothingness. 
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Today, the tea ceremony is more widely recognized as a kind of total art. But, we do not 
call the tea ceremony the "art of tea." It is the "way of tea." Haiku also. Though a less 
familiar name than the "way of tea," haiku is not the "art of haiku" but the "way of 
haiku" or the "way of haikai." Basho who traveled all over Japan seeking for "sabi" and 
died on a journey is a very symbolic figure in this sense. While the result is more 
important in western art, the process is more important in the Japanese "way." Though 
we nowadays appreciate some products or results of the "ways of arts," they are only 
their by-products. 
Budo and Bujutsu 
"Tao" or "Dao" or "Do" is a term used in northeastern Asia, the China-Japan-Korea 
cultural sphere, to denote the fundamental principle underlining a system of thought or 
belief, or the right way to reach there. It was an important idea in Confucianism, meaning 
a norm for human action. In a more mystical sense, Tao gave its name to the philosophy 
known as Taoism, in which it meant the principle of the universe or the universe itself 
In Japan, pronounced "do," it also became a highly valued concept, referring to the entire 
body of principles and skills that constitute an art. In this particularly Japanese sense, 
"do" was used as a part of compound for the names of various traditional skills or arts 
including "sado" (the way of tea), "kado" (the way of flowers), another "kado"(the way 
of "waka" or "tanka" poetry), "shodo" (the way of writing), "kodo" (the way of scent), or 
various marshal arts such as "kendo" (the way of the sword) or "kyudo" (the way of 
archery). This modification and application is characteristic to Japan. Many of the 
Japanese arts originally came from China, in many cases through Korea. -When 
introduced from abroad, however, they were assimilated or reshaped to Japanese 
requirements and interwoven into the life of Japanese people. New arts arrived from the 
Asian continent were again assimilated by Japanese arts and also by the old arts that 
came from the continent and were modified in Japan. All of those arts were then oriented 
toward "do." 
In Japan, even traditional martial arts more or less shared the same philosophical or 
spiritual foundation with most ways of arts. For instance, 'judo" is based on the 
utilization of the strength of one's competitor in a kind of non-resistance or vacuity while 
conserving one's own energy for final victory, so that the weaker may overcome the 
stronger. The competitor is not an enemy who must be completely defeated but an 
imaginary antagonist who should be antagonized. Therefore, the process of competition 
is more important than the result. The name of "judo" which literally means the "way of 
softness" partly derived from a passage in an ancient Chinese military treatise. It states 
that softness controls hardness well. More precisely, "judo" is not a martial art but a self-
defense art or a sport developed by Kano Jigoro (1860-1938) from traditional 'jujutsu" 
which literally means the "art of softness" or "marshal art of softness." By changing its 
name from 'jujutsu" to 'judo," it has been more valued as a way of moral training, 
physical exercise, as well as self-defense. 
The names of some newer Japanese self-defense arts or sports such as "karate do" or 
"aikido" suggest something similar. The name of "karate" was used in Okinawa where it 
was introduced from China. It literally meant the "hand of Tang China" where it was 
originated. Later in mainland Japan, while keeping the same sound, "karate" changed in 
Chinese characters from "Tang hand" to the "empty hand," using "kara" (empty), a 
homophone of "Tang" which was then pronounced "kara" in Japan. Its moral and ethical 
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connotation was reinforced by its new name "karate do" (the way of the empty hand) 
which derived from a self-defense art of the common people who were not allowed to 
bear arms. 
While traditional marshal arts were collectively called "bujutsu" which literally means 
the "arts of warriors," modem self-defense arts such as 'judo," "karatedo," or "aikido" 
are collectively called "budo." Although "budo" literally means the "ways of warriors," it 
actually means the "ways of self-defense." Even though we take them as the "ways of 
warriors," they are not the arts or techniques but the ways of warriors. Even for those 
traditional martial arts, moral and ethical aspects were more important than their 
technical aspects, as are the cases of modem self-defense ways. 
Geido versus Geijutsu 
After the opening of the country to the West, there fonned two groups of arts in Meiji 
Japan. One group is "geijutsu," the other being "geido." The former mostly consisting of 
the western arts such as western-style painting or sculpture has since been more generic 
and in a sense more "aesthetic" than the latter. The latter is perhaps closer to "ethics" 
with its moral connotation of "do." "Geijutsu" which is almost equivalent to "art" or 
"fine arts" in English is in a sense more modem and western, while "geido" is more 
traditional and eastern or at least "East Asian." It is difficult to say which is mainstream 
now. I would say that "geido" was dominant in the past, and "geijutsu" has been 
becoming more dominant than before. The reason why I write "has been becoming" 
rather than "is becoming" is that I suppose "geido" may sometime regain its popularity 
over "geijutsu" even among the younger generation in Japan, and that today's world art 
as a whole seems to be moving, in a sense, toward "geido" which appreciates the process 
of creation rather than its result. 
"Gei" means "art," and "do" means "way." Therefore, "geido" means the "way of art" or 
"ways of arts." One of the first recorded uses of the tenn "geido" is in Kakyo completed 
in 1424 by Zeami who also dealt with "yugen" in the same volume, another being Kabu-
zuinou-ki written by another Noh-player and writer, Konparu Zenchiku (l405-c.1470) in 
1456. Zenchiku's thought on Noh-play followed the initiative of Zeami. With these early 
exceptions, we are able to find only several more examples of the tenn used before the 
Edo period. 
If"geido" is the "way of art" or "ways of arts," how shall we explain "geijutsu"? "Gei" is 
"art" and "jutsu" is also another word for "art" or "technique." Therefore, "geijutsu" 
means the "art of art" or "arts of arts," which could possibly be associated with "art for 
art's sake." In fact, these tenns are closely related to each other. "Geijutsu" was, along 
with European aesthetics, introduced into Japan in the late nineteenth century when most 
western countries were under the spell of aestheticism. Before that, in Europe as well as 
in Asia, ethical or moral values were undeniable even in artworks and strongly connected 
with aesthetic values. But, the relationship between the aesthetic and the ethical was 
sometimes difficult to understand from other cultures. Even in the late nineteenth century 
when the close relationship between the aesthetic and the ethical was becoming hard to 
maintain, the difficulty of mutual understanding between the East and the West remained 
as it was. While ethics emerged as the study of individuality in the West, it was the study 
of community in the East. Therefore, there is a considerable difference not only in 
aesthetics but also in ethics as well as in their interrelationship. 
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"The Way of Tea" versus "The Way of Warriors" 
Though commonly used now, the name of "sado," one of the most representative "ways 
of arts," is also relatively new. It was called just "cha" (tea) or "cha-no-yu" (or "cha-no-
e," tea ceremony) in the early years of its tradition. There was another "sado" as a 
homophone, which meant a "master of tea ceremony." One of the earliest examples of 
today's usage of "sado" was in the seventh volume of Nanbou-roku. Although it is 
supposedly a record of the teaching of Sen no Rikyu, its real author is still unknown. Its 
discoverer or spurious discoverer, Tachibana Jitsuzan (1655-1708) asserted that all seven 
volumes appeared around the time of the centennial anniversary of the death of Sen no 
Rikyu, which means circa 1690. It was also around this time when the name of "kado" 
appeared. It is in Rikka-imayou-sugata published in 1688. 
The time of the first-recorded use of both "sado" and its sister "way of art," "kado" 
coincides with the new rise of Japanese Confucianism in the Edo period. In the new 
movement, "do" written in the same Chinese character but pronounced "michi" in a more 
Japanese sound, became one of the central concepts of the Japanese Confucianism, 
collectively known as "Kogaku" (the Ancient learning). It was started as "Seigaku" of 
Yamaga Soko (1622-1685), followed by "Kogigaku" of Ito Jinsai (1627-1705), and 
"Kobunjigaku" of Ogyu Sorai (1666-1728). Criticizing the modem but static and 
metaphysical interpretation of "do" in Neo-Confucianism known as "Shushigaku" in 
Japan, they severally advocated a return to what they held to be pristine Confucianism. 
They taught more practical ethics, asserting that "michi" or "do" is a way or ethical 
standard that human beings should follow. Through these arguments, the significance of 
"do" or "michi" was further reconfirmed both by conservative and progressive parties of 
Confucianism in Japan. 
Even among related documents of the Edo period, however, the recorded examples of 
such terms as "sado" or "kado," or collectively "geido," are not very many. It was in the 
Meiji era and after when those "-do" compound terms for various Japanese "ways of arts" 
were in more frequent and common use. With the Meiji Restoration, "Shushigaku" as the 
official teaching of the Tokugawa shogunate was being abolished, the whole of 
Confucianism rapidly declined as learning in Japan. But, it survived further as moral and 
ethical teaching of the nation through the Meiji, Taisho (1912-1926), and early Shmva 
periods as late as, at least, the end of the Sec.ond World War. 
The Book of Tea written in English by Okakura Kakuzo (Okakura Tenshin, 1862-1913) 
and published in New York in 1906 is perhaps one ofthe most familiar titles dealing with 
"sado" for most of us. Although he used his own peculiar term "Teaism" rather than the 
"way of tea" for "sado," he also wrote about "Tao" or "path" in this book. Therefore, the 
Book of Tea is one of the best materials from which we can learn how a leading Japanese 
art specialist tried to explain the relationship between "Tao" and "sado" in English. To 
choose tea as a symbol for Asian life and art was Okakura's genius, while to select 
Okakura who did not use the term "sado" in order to explain "sado" and "geido" may 
possibly be a weakness of my discussion. However, he is undoubtedly the right person 
who should be discussed here, because he properly understood the essence of Taoism, 
Zen, and the "way of tea" which he called "Teaism," and appropriately explained their 
interrelationship in English. He also grasped the most important meaning of the "ways of 
arts. " 
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Though a leading champion of traditional Japanese and Asian art, Okakura was not very 
positive about Confucianism, if not against it. Setting up a chapter for "Taoism and 
Zennism," Okakura set forth the close relationship between Taoism and Zen. He 
explained the meaning of "Tao" as the Way, the Absolute, the Law, Nature, Supreme, 
Reason, and the Mode. He admitted that the use of the term by the Taoists differs 
according to the subject matter of their inquiry, and took it as the "spirit of Cosmic 
Change - the eternal growth which returns upon itself to produce new forms"or the 
"Great Transition"(1). Then, he drew readers' attention to the individualism in Taoism 
and Zen: 
It should be remembered in the first place that Taoism, like its legitimate successor, Zennism, 
represents the individualistic trend of Southern Chinese mind in contradistinction to the 
communism of Northern China which expressed itself in Confucianism. 2 
Resigned in 1898 as director of Japan's first official art academy, Tokyo Bijutsu Gakko, 
after a dispute with the Ministry of Education, Okakura was a leader. of a non-
governmental school of art in Japan (3). In protest, he opened a new private art school, 
the Nihon Bijutsu-in, in Yanaka, Tokyo. Unlike the governmental school, Tokyo Bijutsu 
Gakko, which started teaching Western-style painting in the year of Okakura's departure, 
the Nihon Bijutsu-in concentrated all its energies on Japanese arts, though they also tried 
to synthesize Japanese and Western painting. 
From the beginning, the management of the Nihon Bijutsu-in was financially very 
difficult. Even after its move far from Tokyo to Izura (Itsu-ura), Ibaraki in 1906, its 
difficulties in finance and solidarity continued. Painters who had followed Okakura left 
Izura one after another for various reasons, while he was working in Boston every half 
year. Although he had lost his important official positions in Japan, his reputation as a 
Japanese art and culture specialist rose even higher outside the country. In the last years 
of his life, he commuted between Japan and the United States. In the following part of the 
Book of Tea, he seems to have described not only Laotse's favorite metaphor but also his 
own state of mind around the time of his resolution to take full control of the private art 
school, Nihon Bijutsu-in in a critical situation and move it to Izura: 
We must know the whole play in order to properly act our parts; the conception of totality 
must never be lost in that of the individual. This Laotse illustrates by his favorite metaphor of 
the Vacuum. He claimed that only in vacuum lay the true essential. The reality of a room, for 
instance, was to be found in the vacant space enclosed by the roof and walls themselves. The 
usefulness of a water pitcher dwelt in the emptiness where water might be put, not in the form 
of the pitcher or the material of which it was made. Vacuum is all potent because alI 
containing. In vacuum alone motion becomes possible. One who could make of himself 
vacuum into which others might freely enter wouid become master of alI situations. The 
whole can always dominate the part. 4 
Though often misunderstood as a product of the same kind of thought, Okakura's Book of 
Tea is in sharp contrast with Bushido published also in English by Nitobe Inazo (1862-
1933), Okakura's contemporary and in those days' another rare Japanese who also 
became internationally famous through publications in Western languages showing the 
understanding of Western way of thinking as well as Japanese and Eastern traditions. At 
the beginning of Bushido published in 1900, Nitobe explained the title like this: "The 
Japanese word which I have roughly rendered Chivalry, is in the original, more 
expressive than Horsemanship. Bu-shi-do means literally Military-Knight-Ways - the 
ways which fighting nobles should observe in their daily life as well as in their vocation; 
in a word, the 'Precepts of Knighthood,' noblesse oblige of the warrior class." (5) 
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How~ver, Nitobe o~ course found. its. source in Eastern traditions: "As to strictly ethical 
doctnnes, the teachings ofConfucIalllSm were the most prolific source ofBusido." (6) 
Before the Book of Tea, Okakura had published two books in Enalish. One is the Ideals 
of the East published in London in 1903, the other being th: Awakening of Japan 
~ublished in N~w york in 1904. The Ideals of the East was completed during his first 
Journey to IndIa III 1901-02 when Okakura was facing difficult problems in the 
management of the newly-founded Nihon Bijutsu-in. The Awakening of Japan was 
written during the first year of his work in the United States where he mainly worked for 
the Boston Museum of Fine Arts. 
The Ideals of the East is known as one of the first rebellious Asian books of the twentieth 
century against the Western colonialism, beginning with a short but strong sentence 
"Asia is one." It reportedly became a kind of slogan among young people engilged in the 
independence movement of India at that time. Okakura completed it in India where he 
met important people such as a Hindu priest Swami Vivekananda (1862-1902), a poet 
and thinker Rabindranath Tagore (1861-1941) and his nephew, or an Irish-born Sister 
Nivedita (Margaret Elizabeth Noble, 1867-1911) who was going to write the introduction 
for the Ideals of the East (7). In Calcutta, Okakura also wrote a draft for "We are One" 
which was a real anti-colonialism essay, part by part read before young Indians of the 
Tagore circle whom Okakura asked or even demanded various criticism. It was not 
published in English at that time but hidden in the bottom of his luggage and taken back 
to Japan, where it was discovered after his death and published in Japanese firstly as a 
manuscript without a title temporally called Toyo on Mezame (The Awakening of the 
East) in 1938 and secondly as Toyo no Kakusei (also The Awakening of the East) in 1939. 
The Ideals of the East was actually a book on Japanese art, originally entitled the Ideals 
of the East with special reference to the art of Japan. When it was translated and 
published in Japanese in 1935, its title was changed to Toyo no Riso - Ajia wa Hitotsu 
nari (The Ideals of the East - Asia is One)." Okakura who had been the leader of an anti-
governmental school of art in Japan and an anti-colonialist mastennind of Asia during his 
lifetime was posthumously made an advocate of Japanese colonialism in the 1930's, as 
the author of the Ideals of the East, as well as his next book, also written in English 
during his first year in the United States, the Awakening of Japan. This book was written 
with the intention of enhancing the peaceful image of Japan, actually ending with a 
chapter entitled "Japan and Peace." Though it might have internationally played some 
role among Western readers in the mid-1900's when the Russo-Japanese War occurred, it 
nationally played perhaps a more important part in uplifting patriotic spirit in Japan after 
his death in 1913, particularly in the 1930's when these writings became widely available 
in Japanese. 
In fact, it is undeniable that Okakura's strong sense of rivalry with the West was manifest 
in the Ideals of the East and the Awakening of Japan as well as in the titleless essay 
published as Toyo no Kakusei (the Awakening of the East) which Okakura himself never 
intended to publish. After nearly two years' experience in the United States, however, his 
sense of strong rivalry with the West seems to have been gradually disappearing. In the 
Book of Tea, he was instead proposing a mutual understanding of the East and the West: 
Let us stop the continents from hurling epigrams at each other, and be sadder if not wiser by 
the mutual gain of half a hemisphere. We have developed along different lines, but there is no 
reason why one should not supplement the other. You have gained expansion at the cost of 
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restlessness; we have created a harmony which is weak against aggression. Will you believe 
it? - the East is better off in some respects than the West! 8 
There are various problems and misconceptions in Okakura's understanding of Asian 
history, particularly in that of East Asia. From his first English book to his last, however, 
cultures "supplementing each other" was Okakura's basic ideal in the East-West or 
intercontinental relationship as well as in the North-South Of, in this case, inland 
relationship. He wrote as follows in the Ideals of the East: 
Yet the Confucian ideal, with symmetry born of dualism, and its repose, the result of the 
instinctive subordination of the part to the whole, was necessarily restrictive of the freedom of 
art. Enchained to the service of ethics, art naturally became industrial. Indeed, the Chinese art-
consciousness must always have tended towards the decorative - as shown in its extraordinary 
development of textiles and ceramics - had the Taoist mind not imparted to its playful 
individualism, and had Buddhism not come later, to lift it up to the expression of commanding 
ideals. But even if it had remained at the decorative, it could never have sunk to the bourgeois 
level, since from the remotest danger of such a failure of sympathy, Asiatic art, by her vast 
life of the Universal and Impersonal, stands eternally redeemed. 9 
Last Word: "The Art of Life" versus "The Art of Death" 
The well-known beginning of the Ideals of the East, "Asia is one" is indeed followed by 
these words expressing the same North-South ideal in a larger scale: "The Himalayas 
divide, only to accentuate, two mighty civilizations, the Chinese with its communism of 
Confucius, and the Indian with its individualism of the Vedas. But not even the snowy 
barriers can interrupt for one moment that broad expanse of love for the Ultimate and 
Universal, which is the common thought-inheritance of every Asiatic race ... " (10). 
It is undeniable that this was Okakura's personal and poetic view rather than scientific 
observation, and after this passage his sense of rivalry with the West was apparent. He 
needed a few more years and equally a real contact with the West to reach a more 
peaceful ideal expressed in the Book of Tea. While he was writing this new book, 
Mutobe's Bushido published a few years before and widely read in the West was perhaps 
in his mind. In its first chapter, Okakura wrote as follows: "Much comment has been 
given lately to the Code of the Samurai - the Art of Death which makes our soldiers exult 
in self-sacrifice; but scarcely any attention has been drawn to Teaism, which represents 
so much of our Art ofLife."(11) 
It is interesting to find a parallel idea in an 1879 lecture entitled "the Art of the People" 
delivered in the town hall of Birmingham by William Morris (1834-1896): "History (so 
called) has remembered the kings and warriors, because they destroyed; Art has 
remembered the people, because they created." (12) This is my only quotation from a 
Western thinker and activist in this paper in order to show that I am neither an Eastern 
esotericist nor ultranationalist. The kings and warriors of the world may try to destroy the 
alternatives one after another. But, the people will create and re-create. 
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